Cankam poetry. The consequences of this conclusion for historical studies should be obvious. However, since my work, which in many respects is a purely literary study, is not likely to attract the attention of historians, I think it might be useful to bring some of the main conclusions to their attention, and also summarise the major points in debate.
The first point which will be discussed here concerns the nature of Cankam poetry. It is generally believed that the persons featuring in the poems are also the poets of the poems. However, as I will try to show, the villagers, bards and kings are all 'fictional' characters in imaginary scenes. In fact, the main problem of earlier studies was their failure to properly grasp the fictional nature of Cankam poetry. One of the conclusions will be that Cankam poetry was almost certainly not composed in the period it describes but after it; the poems thus evoke a society from the past. I will also argue that Cankam is not a poetry composed on the spot by wandering bards, which before having come to be written down had for a ' See, for instance, Chapter VII, entitled 'The Age of the Sangam and after', in K.A. Nilakantha Sastri's A History of South India, Madras, 1966, or, to On the basis of these findings, it is more than tempting to conclude that Cankam poetry is an 'invention' of the Pantiyas of the eighth or ninth century. As a result, we should be careful in using Cankam poetry as a source of information on the early history of Tamilnadu. At the same time, however, we have acquired an interesting source on the Pantiyas of the eighth and ninth centuries, the ambitions they entertained and the politics they pursued in, for instance, the matter of culture.
The present article will be mainly restricted to Cankam Bhoja distinguishes altogether 12 such minor dramatic dance scenes. These he divides into two groups on the basis of, among other things, the number of dancers or actors involved. The last three (10-12), which include the râsaka and carcari, feature many different dancers and are situated on the streets. By contrast, the first nine scenes, which include the gosthi and hallisaka side by side with the ldsya, are performed by one actress or dancer only and are not situated in a public but in a private place.
This distinction between the two groups is peculiar to Bhoja. However, the inclusion of the gosthi and halltsaka in the same group with the lâsya is curious, for, where the ldsya involves only one dancer, the gosthi and hallisaka involve a whole group of dancers, who act as the cowherd girls of the Krsna myth. In itself the fact that the underlying festival involved a group does not rule out the possibility that when it was turned into a dramatic scene, the hallisaka had been reduced to a scene involving only a single dancer. This single dancer may have performed the role of the woman facing the 'one leader' (Krsna). It should be noted, though, that the choice to perform the hallfsaka like a lâsya, that is, with one actress rather than with many, is ultimately arbitrary.
As far as I can see, in including the gosthi and hallisaka in the same category with the Icisya, Bhoja may have been led astray by the definitions of the dramatic scenes as they are found in Abhinavagupta's commentary on Natyasastra IV 268.29 In that passage the hallfsaka is said to involve 'one leader' (ekas ... net£) and the very next type, the rdsaka, is said to be performed by 'many dancers' (anekanartaki). It is as if a dividing line is drawn here between the hallisaka and the preceding plays, on the one hand, and the râsaka and those that follow, on the other. At the same time, however, it is clear that the reference to the 'one leader' has nothing to do with the total number of dancers involved in the dramatic scene. In fact, the full text mentions 'one leader of (many) 600-1200 600- , Delhi, 2000 89. In a note, Nandi says that sluices and shutters are first mentioned in the Patirruppattu, which he dates to the seventh century.
